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Abstract
The purpose of this study is to examine the benefits of the use of collaborative learning
projects in music education, with the intent to inform the practice of music educators. This study
will reveal that many educators in the field of music view collaborative learning as a catalyst to
change student culture and music classrooms around the world. The following research questions
guided this study: (1) How do collaborative learning methods benefit music education
curriculum? (2) What type of plans, support, and materials do music educators need to
successfully guide their students in small group student-centered music and instruction? (3)
What are the potential learning outcomes for students of all ages when collaborative learning is
utilized? New instructional methods in collaboration can inspire various avenues of creativity
for educators and their students as they insert collaborative learning into their classrooms.
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Introduction
Imagine growing up in a society where students can only voice their opinion through
raising their hand and waiting for an educator to call on them. Imagine that student never having
a chance to speak. What could have been a moment to build confidence for the student was taken
away by an over-structured classroom. Imagine that same student becoming an adult in a society
that urges people to collaborate but are unprepared by the educational system to understand the
importance of collaboration. In music education classes, students are granted opportunities to
build confidence through various avenues in creating with and alongside their peers. Music is a
social phenomenon which invites and encourages participation. It provides group activities that
brings together individuals who otherwise may not come into contact with one another and
provides opportunities to interact in intimate yet ordered and socially desirable ways. 1
According to Donna Brinx and Liu:
Children’s understanding of the world is often developed through a combination of social
and construction play experiences, where children learn not only from assembling objects
and taking them apart, but also from creating and recreating through interactions with
peers and adults within their home and school environments.2
Music educators can help students develop their world view through music interaction.
Music interaction can involve one-on-one instruction, ensemble playing, and collaborative
learning activities. In most collegiate music programs musicians are required to take vocal or
instrumental ensembles for various semesters providing another learning experience amongst
peers.

1
Louise, Ann, Morgan, Children’s Collaborative Music Composition Communication through Music, PhD
diss., University of Leicester, 1998, Ann Arbor, MI: ProQuest LLC, 1998, 23.
2

"Building Musical Bridges" Non-Profit Soapbox, http://www.levinemusic.org/about/news/7-earlychildhood-and-elementary/284-building-musical-bridges, April 30th, 2019.
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Collaborative learning is a widely used instructional method, but the learning potential of
this method is often underused in practice.3 According to Barbra Leigh Smith and Jean T.
MacGregor, “Collaborative learning” is an umbrella term for a variety of education approaches
involving joint intellectual effort by students, or students and teachers together.4 Music educators
can foster this type of environment in their classrooms by giving students tasks, instructions, and
guidance to complete the tasks. Michael Hayden produced an article for the National Association
for Music Educators that outlines the benefits of personalized learning through project-based
music classes. He stated that students can, “Create a remix of a favorite song, arrange pre-made
loops to create new music, video game/movie trailer soundtrack, or live audio composition using
recorded [found] sounds.”5 For example, in a band class the students could be divided in groups
and given a task to arrange or rearrange a song for a movie soundtrack or video game. In a
chorus class, students could work together to create a song or remake a song that already exists.
Regardless of the method used, collaborative work can inspire creativity amongst learners and
expose educators to the potential benefits that students stand to gain from working with each
other independently.

3

Karin, Scager, Johannes Boonstra, Ton Peeters, Jonne Vulperhorst, and Fred Wiegant. "Collaborative
Learning in Higher Education: Evoking Positive Interdependence." CBE Life Sciences Education. 2016.
https://www.ncbi.nlm.nih.gov/pubmed/27909019.
4

Barbara L. Smith and Jean. T MacGregor, What is Collaborative Learning, In A. Goodsell, M. Maher, V.
Tinto, B. L. Smith, & J. Macgregor (Eds.) Collaborative Learning: A sourcebook for high education (pp. 10-30),
Pennsylvania State University: National Center on Postsecondary Teaching, Learning and Assessment (1992).
5

Michael Hayden, "Personalized Learning Through Project-Based Music" NAfME, April 25, 2018,
https://nafme.org/personalized-learning-through-project-based-music/.
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Statement of the Problem
The collaborative learning project is an opportunity for students to express themselves
creatively with their peers. In this particular style of learning, students are able to share ideas,
challenge educational norms, and forge a new understanding of music among many different
learning styles. For middle school and secondary classrooms, the collaborative project can be
implemented in a way that infuses different cultures together and creates opportunities within the
educational setting for growth. The curriculum that was created is for the collegiate classroom,
but can be modified for upper elementary, middle, and secondary educational classrooms.
In most institutions, there is a disconnect with music that is written for children to sing or play,
as compared to the music that children listen to at home. The problem is not the discipline that
they are learning, but the lack of infusion of their own culture within the learning environment.
“Not all music lends itself to the confines of a score.”6 While the works of the musical
forefathers are important to acknowledge and keep alive, it is equally imperative that all students
are afforded opportunities to create their own music. Peter R. Webster, Vice Dean of the
Division of Scholarly and Professional Studies at the Bienen School of Music, wrote about the
benefits of educators encouraging students to make aesthetic decisions. In his document he
stated, “It is clearly the case that no longer can a music teacher expect to be successful by only
teaching children how to perform the music of others in a dictatorial fashion, paying little
attention to the development of aesthetic decision-making and musical independence of
students.”7 The collaborative projects can be a useful tool for music educators, allowing students

6
James Daugherty, "Ethnic/Multicultural Choral Music: Thinking Out of the Box." Galachoruses.org,
Accessed March 3, 2019.

Peter R. Webster, “Creativity as Creative Thinking” Music Educators Journal 76, no. 9 (1990): 22-28,
Accessed May 8, 2019, Doi:10.2307/3401073.
7
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to make aesthetic decisions and exercise musical independence. Perhaps students learning by
doing will inspire growth in areas of communication, writing, and critical thinking. Hayden also
suggests this by stating that “in inquiry-based learning environments, students learn by doing and
develop 21st century skills such as communication, creativity, collaboration, and critical
thinking.”8
The following research questions will guide this study: (1) How does collaborative
learning methods benefit music education curriculum? (2) What type of plans, support,
and materials do music educators need to successfully guide their students in small group
student-centered instruction? (3) What are the potential learning outcomes for students of all
ages when collaborative learning is utilized?
Significance of the Study
Music education functions best at the pinnacle of collaboration, which can be shown
simply through five musicians playing different instruments together at the same time. Each of
their different parts contributes to the wholistic sound that they create. Music educators across
the world collaborate everyday with each other, providing journals, educational resources, and
conferences to better music educators around the world. Professor Helena Gaunt and Heidi
Westerlund state in their book:
The growing importance of professional flexibility, of being able to meet new situations
and social contexts imaginatively and with empathy, or of co-operating beyond
geographical boundaries, are indeed among the biggest challenges for higher music
education today as they are in so many professional and social contexts.9

8
Michael Hayden, "Personalized Learning Through Project-Based Music", NAfME April 25, 2018,
https://nafme.org/personalized-learning-through-project-based-music/.
9

Helena Gaunt and Heidi Westerlund, Collaborative Learning in Higher Music Education, London:
Routledge, 2016.
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The way that one learns can influence the way that one may teach. Educators willing to
relinquish the ideology of control in traditional educational environments will be approaching
music education with flexibility. This is showing students first-hand how successful
collaboration works. Educators that begin to experiment with collaborative learning with their
students can find it challenging at first but rewarding when successfully done. If music educators
can collaborate with each other, then surely it will be beneficial to assimilate the process of
collaboration for music students and future music educators.
The collaborative learning project is beneficial for all students. However, it is especially
important for music educators who work in environments where poverty is high to approach
students with the flexibility and empathy that Helena and Heidi Westerlund detail in their
research. The greatest hope for traumatized, abused, and neglected children is to receive a good
education in schools where they are seen and known, where they learn to regulate themselves,
where they can develop a sense of agency.10 Students that are matriculating through the
adolescent stage are in the process of understanding themselves and the world around them.
Music plays an important part in the transitional period of life for adolescents as they define their
personal and social identities and build their preferences for music.11
Geographical boundaries should have a major influence on the way that educators present
music education. In middle and high school public education, students are only offered chorus
and band. There was a study conducted in the year of 2017 regarding the state of public school
music education indicating that, “traditional, ensemble-based music education is by far the most

10
Ernest Izard, "Teaching Children from Poverty and Trauma"
Https://www.nea.org/assets/docs/20200_Poverty Handbook_flat.pdf. June 2016.
11

Karen S. Thomas, "Music Preference and the Adolescent Brain," Music Preference and the Adolescent
Brain: A Review of Literatures, 2015, accessed May 9, 2019, doi:10.1177/8755123315576534
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common form of music education in America.”12 Megan Lavalley wrote an article that declared,
“approximately 64% of rural counties have high rates of child poverty”13 within the United
States. It was also noted in the same article that “rural children are also more likely to experience
‘deep’ poverty, a situation in which a child’s family income falls below half of the poverty line.
Rural poverty is also more persistent and can last for generations.”14 One might wonder, what
does poverty and rural education statistics have to do with music education and collaborative
learning? Poverty impacts the lives of students by creating emotional and social challenges,
acute, and chronic stressors, cognitive lags, and health and safety issues.15 Students trying to
regurgitate music in class, while simultaneously battling chronic stress, cognitive disadvantages,
and health issues can pose a challenge to educators who are passionate about teaching music.
collaborative learning within music education cannot dissolve each student’s personal issues, but
it can equip students with the tools to process their emotions, and produce effective, academic,
and creative work. All students deserve creative environments that fosters a safe space to create,
express, critically think, and present new ideas.
For educators who would like to continue to educate with the need of the students in
mind, the collaborative learning project is an important activity to implement in the classroom.
First, teachers would have to understand the benefits of adding collaborative work to their lesson
plans. Collaborative work in music classrooms happen when students warm up and sing together,

Laal Marjan and Seyed Mohammad Ghodsi, "Benefits of Collaborative Learning”, Procedia - Social and
Behavioral Sciences31 (2012): 486-9, doi:10.1016/j.sbspro.2011.12.091.
12

13

Megan Lavalley, "Out of the Loop: Rural Education in the US" Centerforpubliceducation.org, January
2018, Accessed April 03, 201, http://www.centerforpubliceducation.org/research/out-loop-rural-education-us.
14

Ibid.

15

Izard, Ernest, "Teaching Children from Poverty and Trauma"
https://www.nea.org/assets/docs/20200_Poverty Handbook_flat.pdf. June 2016.
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but does it happen in a way that supports higher level learning, where students are able to grasp
and learn concepts of improvisation and creativity? According to John Kratus, “Songwriting is a
form of composition that relates directly to adolescents’ personal experience of music.”16
Learning in this capacity allows for the students to potentially connect to their own culture, while
learning how to work with their peers. John Kratus promotes songwriting by saying that “it
connects directly with teens and young adults’ culture.”17 Even if songwriting is not a part of
one’s culture the potential of songwriting provides students the opportunity to learn about
different cultures.
Statement of the Purpose
Music plays a significant role within the adolescent age range, and there is a greater
demand, now more than ever, for music educators to create more effective connections between
music outside of the classroom and within the classroom. Music educators that apply this method
of collaborative learning within the classroom could potentially see astounding results for their
music programs. Hopefully, this study will help uncover more of music’s critical creative
processes that can be implemented in the classroom.
The purpose of this study is to provide more information on collaborative learning
projects for music educators. By exploiting the powers of collaborative work within the music
classroom educators will create fun and creative learning environments centered around student
growth. Projects in which students take control of their learning can be started with any grade
level and are perfect for the music classroom.18 Some of the projects include but are not limited

16

John Kratus, "Songwriting: A New Direction for Secondary Music Education" Music Educators Journal
102, no. 3 (2016): 60-65
17

Ibid.

18

Michael Hayden, "Personalized Learning Through Project-Based Music" NAfME, April 25, 2018,
https://nafme.org/personalized-learning-through-project-based-music/.

12

to collaborative songwriting and collaborative arranging. Often, there is a small window between
concerts, the change of the semester, or end of the school year, where this could be the perfect
project to keep students engaged in the music classroom.
System of Assessment
The system of assessment for collaborative learning projects involves a multi-faceted
evaluation of the presentation of work that is completed by the students. Hayden mentions “that
scaffolding activities, building formative steps, providing valuable and timely feedback”19 help
students as they learn independently. Hayden wisely advises music educators to “let students
drive: facilitate (guide on the side).”20 While the students are working, educators will have an
opportunity to walk around to each group accessing group work, and assisting when needed.
The teacher can provide assistance and guidance but not impede upon the creative process or, in
other words, do the work for the students.
Another way to assess students regarding collaborative work, is through reflective
journals. Journal writing can enable reflection and allow students to express feelings regarding
their educational experiences.21 In order to encourage the students to stay connected to their
emotions, a journal should be given to each student. Students should be able to write down their
ideas outside of the project, and journal about their feelings toward the project. Stacey Walker
conducted a study on journal writing as a teaching technique to promote reflection. In her
findings she states, “Journal writing assignments can benefit students by enhancing reflection,

19

Ibid.

20

Ibid.

21

Stacy E. Walker, "Journal Writing as a Teaching Technique to Promote Reflection", Journal of Athletic
Training, 2006, https://www.ncbi.nlm.nih.gov/pmc/articles/PMC1472640/.
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facilitating critical thought, expressing feelings, and writing focused arguments.” This type of
reflection can help students bridge the gap between their classroom learning experience, along
with their life learning experience.
The final step in the system of assessment is the most crucial because it allows students to
evaluate each other and evaluate themselves. Each group should receive a rubric that outlines
grading and performance expectations. Hayden believes that teachers should “provide students
with an assessment rubric or work with individuals/groups to create their own [assessment
rubric], include an opportunity to reflect, and create opportunities for students to share [present]
their projects.”22
Intended Outcomes
It is intended that students, after completing this project, will have a new outlook and
respect for the professions of songwriting, arranging, and production in America. Secondly, each
student could gain increased social skills due to the amount of talking needed in the collaborative
setting. After the students have worked together, they will build relationships with each other
that may not have ever happened otherwise. Louise Morgan explored collaborative music
composition and her findings indicated that:
Music is a social phenomenon which invites and encourages participation. It provides
group activities which bring together individuals who otherwise may not come into
contact with another and provides opportunities to interact in intimate yet ordered and
socially desirable ways.23

22
Michael Hayden. "Personalized Learning Through Project-Based Music." NAfME. April 25, 2018.
https://nafme.org/personalized-learning-through-project-based-music/.

Louise Ann Morgan, Children’s Collaborative Music Composition Communication through Music. PhD
diss., University of Leicester, 1998. Ann Arbor, MI: ProQuest LLC, 1998. 23.
23
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Students will develop critical thinking skills working collaboratively with fellow students, and
hopefully build patience and empathy with each other through that process. Ian Cross, Felicity
Laurence, and Tal-Chen Rabinowitch developed research that addresses empathy and creativity
in group musical practices. The study showed “how structured musical group improvisations that
emphasize other-directed behavior may help children in the development of a sense of empathy,
allowing for the emergence of empathy through creative practice.”24 Critical thinking and critical
reflection are abilities and dispositions that music educators can and must develop through
practice, study, and experience.25
Limitations of the Project
Although there are many benefits to collaborative work, there are also a few challenges
that students and educators may have to overcome. The students will need time to complete the
project and educators will have to determine the best time to implement this into their lesson
plans. If ample time is not allocated to complete the project, it can affect the results. Educators
will also need to facilitate and monitor all groups while leaving all the creative control to the
students. If the educators interfere with the process or do the work for the students, it could
hinder the effectiveness of the collaborative work. It is also possible that some students may take
on more of a leadership role, while others may sit there quietly. This can cause friction amongst
the group and hinder the success of the collaboration. In addition to affective issues such as low

24

Ian Cross, Felicity Laurence, and Tal-Chen Rabinowitch, "Empathy and Creativity in Group Musical
Practices: Towards a Concept of Empathic Creativity," Oxford Handbooks Online, 2nd ed., 2 (November 2012): ,
accessed May 8, 2019, doi:10.1093/oxford/9780199928019.013.0023.
25

David J. Elliott and Marissa Silverman, Music Matters: A Philosophy of Music Education (New York,
NY: Oxford University Press, 2015).
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motivation and shyness, there are a variety of classroom management challenges that can arise
when teachers have students work in groups.26

26
Gordon Myskow, Phillip Bennett, Hisako Yoshimura, Kyoko Gruendel, Takuto Marutani, Kaori Hano,
and Teresa Li, "Fostering Collaborative Autonomy: The Roles of Cooperative and Collaborative Learning" Relay
Journal, September 2018. https://kuis.kandagaigo.ac.jp/relayjournal/issues/sep18/myskow_et_al/.
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Research Questions and Sub Questions
The following research questions will guide this study:
(1) How do collaborative learning methods benefit music education curriculum?
(2) What type of plans, support, and materials do music educators need to successfully guide
their students in small group student-centered instruction?
(3) What are the potential learning outcomes for students of all ages when collaborative learning
is utilized?
Definition of terms
Collaborative Learning: A method of instruction where students at various performance levels
work together in small groups toward a common goal. 27
Collaborative Songwriting: A new method of music instruction where students work in small
groups to compose and write lyrics to music.

27

Anu A. Gokhale, "Collaborative Learning and Critical Thinking" SpringerLink. January 01, 1970,
https://link.springer.com/referenceworkentry/10.1007/978-1-4419-1428-6_910.
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Chapter 2: Review of Related Research
Collaborative Learning
According to Anu Gokhale the term “collaborative learning “refers to an instruction
method in which students at various performance levels work together in small groups toward a
common goal.”28 “Collaborative learning represents a significant shift away from the typical
teacher-centered or lecture-centered milieu in classrooms.”29 This does not mean that lectures
and instruction become obsolete. Instead, collaborative work functions as a way for students to
freely have group discussions, share notes, and study together in class. James Cooper and Pamela
Robinson define collaborative learning as “an educational approach to teaching and learning that
involves groups of students working together to solve a problem, complete a task, or create a
product.”30 The definitions that have been provided explains exactly what music education
already offers.
The assumptions that are made about the learning process from Smith B.L and J.T Mac
Gregor addressed in their Article “What is collaborative learning” are:
1. Learning is an active process whereby students assimilate the information
and relate this new knowledge to a framework of prior knowledge.
2. Learning requires a challenge that opens the door for the learner to
actively engage his/her peers, and to process and synthesize information rather
than simply memorize and regurgitate it.
3. Learners benefit when exposed to diverse viewpoints from people with
varied backgrounds.

28

Anu A. Gokhale, "Collaborative Learning and Critical Thinking" SpringerLink. January 01, 1970,
https://link.springer.com/referenceworkentry/10.1007/978-1-4419-1428-6_910.
29

Barbara L. Smith and Jean. T MacGregor, What is Collaborative Learning. In A. Goodsell, M. Maher, V.
Tinto, B. L. Smith, & J. Macgregor (Eds.) Collaborative Learning: A sourcebook for high education (pp. 10-30),
Pennsylvania State University: National Center on Postsecondary Teaching, Learning and Assessment, (1992).
30

James Cooper, and Pamela Robinson, "Collaborative Learning." CL1: James Cooper and Pamela
Robinson, January 11, 1997, http://archive.wceruw.org/CL1/cl/resource/cooperja.htm.

18

4. Learning flourishes in a social environment where conversation between
learners takes place. During these intellectual gymnastics, the learner creates a
framework and meaning to the discourse.
5. In the collaborative learning environment, the learners are challenged both
socially and emotionally as they listen to different perspectives and are
required to articulate and defend their ideas. In so doing, the learners begin to
create their own unique conceptual framework. Thus, in a collaborative
learning setting, learners have the opportunity to converse with peers, present
and defend ideas, exchange diverse beliefs, question other conceptual
frameworks, and be actively engaged.31
The five assumptions about the learning process listed above explicitly outline the role of
the learner in collaborative environments. The first assumption is relatable to music education
because students come from various backgrounds. The challenge is giving students opportunities
to experience a plethora of musical genres, while assimilating the information they know about
their own culture to the content related to the collaborative work in the classroom. Having five
different cultures assimilating information in a group has great potential for creating new and
innovative concepts. This also relates to assumption number three, Smith and MacGregor,
concur that learners benefit when they have the opportunity to immerse themselves into
conversation where they can internalize and synthesize diverse viewpoints. Assumption numbers
two and four are interchangeable, as they examine the social benefits for students, bringing
emphasis to the importance of social interaction within collaborative learning. The last
assumption that Smith and MacGregor addresses is how students are challenged socially and
emotionally in collaborative learning. Students can create their own conceptual framework from
ideas that are presented to them within the collaborative learning environment.

31
Barbara L. Smith and Jean. T MacGregor . “What is Collaborative Learning”?. In A. Goodsell, M.
Maher, V. Tinto, B. L. Smith, & J. Macgregor (Eds.) Collaborative Learning: A sourcebook for high education (pp.
10-30). Pennsylvania State University: National Center on Postsecondary Teaching, Learning and
Assessment.(1992).
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Collaborative learning environments give students the opportunity to listen one another,
formulate contributions to the group, and learn from each other, as opposed to learning from one
person. It also gives the students a chance to be responsible for their learning. Collaboration is a
promising mode of human engagement that has become a twenty-first century trend. The need
for think together and work together on critical issues has increased, causing to stress on from
individual attempts to teamwork and from autonomy to community.32 Music educators can create
environments through collaborative learning projects that could produce student success in
higher educational platforms and beyond.
The adolescent age can encompass a myriad of experiences that students have to endure,
and sort through, as well as trying to learn. It is critical to review some facts about adolescents to
understand the capacity in which the brain may function at this time. In an article pertaining to
adolescent development it mentioned that “Adolescents move beyond limits and can think in
terms of what might be true, rather than just what they see is true. They are able to deal with
abstractions, test hypotheses and see infinite possibilities.”33 Self-identity is one thing that
children search for throughout their adolescence. “The most important task of adolescence is the
search for identity and along with the search for identity comes the struggle for independence.”34

32

Marjan Laal, and Seyed Mohammad Ghodsi, "Benefits of Collaborative Learning" Procedia - Social
and Behavioral Sciences, 31 (2012): 486-90, doi: 10.1016/j.sbspro.2011.12.091.
33
"Adolescent Development" Cleveland Clinic. https://my.clevelandclinic.org/health/articles/7060adolescent-development March 30, 2019.
34

Ibid.
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Collaborative Learning in Music Education
The Four Stages of Creativity
Music exists as a creative art, thus making it imperative to define creativity, and the
proposed stages of creativity. Creativity is a process involving the generation of new ideas or
concepts, or new associations between existing ideas or concepts, and their substantiation into a
product that has novelty and originality.35 Graham Wallas created “an insightful theory outlining
the four stages of the creative process, based both on his own empirical observations and on the
accounts of famous inventors and polymaths.”36 Wallas proposed that creativity involved a
person testing information, thinking about it, generating a novel interpretation, and then testing
it. Wallas outlines the four stages as:
1. Preparation
2. Incubation
3. Illumination
4. Verification
The preparation stage is described as the accumulation of resources that promotes the
construction of new ideas. The preparation stage “is fully conscious and entails part research,
part planning, part entering the right frame of mind and attention.”37 The next stage Wallas
generated was the incubation stage which involves taking a step away to allow the brain to
process unconscious thoughts. Even when there is no active thought given to creative plans,
ideas are being mixed about and assimilated in the subconscious. 38 The third stage is

New World Encyclopedia contributors, “Creativity,” Creativity - New World Encyclopedia (New World
Encyclopedia, July 23, 2020), https://www.newworldencyclopedia.org/entry/Creativity.
35

Maria Popova, “The Art of Thought: A Pioneering 1926 Model of the Four Stages of Creativity,” Brain
Pickings, September 15, 2021, https://www.brainpickings.org/2013/08/28/the-art-of-thought-graham-wallas-stages/.
36

37
Maria Popova, “The Art of Thought: A Pioneering 1926 Model of the Four Stages of Creativity,” Brain
Pickings, September 15, 2021, https://www.brainpickings.org/2013/08/28/the-art-of-thought-graham-wallas-stages/.
38

Ibid.
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illumination which can produce an “aha!” effect. When ideas occur suddenly from an obscure
thought, things can become clear during this phase. The final stage of creativity is the
verification stage which calls for the creator to try out the creative product. If the product is not
satisfactory repeating the stages again for discovery will benefit the creative thinker.
The stages of creativity directly align with the ramifications of the collaborative songwriting
project regarding the process of producing a creative work. The preparation stage is analogous
with the brainstorming ideas phase of the collaborative songwriting project, as it allows students
to prepare for the song they are going to write. The incubation stage would represent students
leaving class and going home allowing the students brain to subconsciously assimilate the
information gathered in class. Illumination will happen when a melody, or song lyrics pop into
the mind during the creative time within the classroom. Illumination can also happen as group
members are collaborating with each other to generate new ideas. The verification stage would
be synonymous to the final song or performance. The students would then be able to reflect after
the verification stage to determine if the project is satisfactory or if they need to go back and
make changes.
Exposing students to different ways of creativity and expression can make a big
difference in a student’s life. Elementary, middle school, high school, and collegiate music
educators can create environments where students could learn from each other and learn about
themselves. When students only hear one perspective throughout an entire class period, it limits
the students to one avenue of learning. Collaborative learning in higher music education can
encompass many different musical activities such as group improvisation, ensemble
playing/singing, computer-assisted composition, wiki writing, drum circles, panel debates, peer
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tutoring and academic supervision.39 Dr. Stuart Hill, a researcher of songwriting, believes that
the musical activities outlined above are the different ways teachers can promote a collaborative
learning environment. The result of the creative thinking process must always be represented by
some form of product. This separates real creative thinking from daydreaming or fantasy.40
Creative thinking and creative activities in the music classroom should lead to a product so
students can have something tangible to reflect on.
Aesthetic Decision Making
Aesthetics is the philosophical view regarding music and peoples experience of it. With
an aesthetic viewpoint beauty can be found in the most peculiar works. Promotion of aesthetics
in music classes can develop students’ aesthetic views of beauty within music. What warrants an
aesthetic education? There has been a lot of discussion between prominent philosophers about
whether an 18th century concept can thrive in the 21st century climate. Without going too far into
whether one should be for or against aesthetics it’s vital to see how the promotion of aesthetic
decisions can enhance a student’s ability to choose. It is logical to assume that if the aesthetic
quality of experience is supposed to be a result of a participative activity, this activity must be an
aesthetic one.41 In music education, there are numerous modes of engagement and different
styles of participative activity. During these activities the promotion of students being able to
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make musical choices can potentially make a difference in the musical perception of the
education students receive.
There are three fundamental ways that humans engage in musical behavior: 1. listening
(by far the most common of behaviors), 2. composition (perhaps the least common), and 3.
performance.42 It is quite common for a child to listen to music on their way to school, hear some
form of music during school, and then listen to music after-school. This emphasizes the need for
more opportunities for children to create compositions that offer greater probabilities for
listening, composing, and performing. One obvious gage of how successful we are as teachers is
the extent to which our students can make aesthetic decisions about music as listeners,
composers, and performer/improvisers and to develop a sense of musical independence.43
Educators will see the musical independence of students once the final project is completed and
students have an opportunity to share.
Aesthetic experience is a good experience that transforms life, making a
difference in our daily lives. It means a fulfilling and inherently meaningful mode
of engagement in contrast to the mechanical, the fragmentary, the non-integrated
and all other non-meaningful forms and education in general and in this sense,
aesthetic is also an ideal.44
The idea of here is that the promotion of aesthetic decision making will increase student’s
ability to choose sounds, or lyrics that are pleasing to their ear. Meaningful engagement can
change the monotony of a day and impact students positively for the rest of their lives. As
aforementioned adolescents are looking to establish independency as they matriculate through
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their development, working within the natural flow of how students develop can enhance their
musical ability and individuality. It can also make managing the classroom a lot easier.
Social Interaction in Music
Music is a social phenomenon. Socialization is a skill that must be nurtured like any other
progressive ability. Socialization skills do not come natural for every student, and it must be
taught. Children need opportunities to learn social skills, practice those skills, and receive
corrective feedback about their performance of those skills.45 Therefore, music educators need to
teach social skills just as they would teach necessary musical concepts.46 It is not enough for
educators to just teach the music curriculum ignoring the emotional and social needs of the
students. It is not a secret that as an educator one of the main challenges that can arise during
teaching is classroom management.
Classroom management refers to the wide variety of skills and techniques that teachers
use to keep students organized, orderly, focused, attentive, on task, and academically productive
during a class.47 There was a study conducted to understand the socialization process amongst
students in different learning environments. While in a music class that was more teacherdirected, a change was observed in the behavior of the students. Students, in protest against less
autonomy and self-direction, engaged in constant subversive activity—talking, poking, teasing,
and moving about unnecessarily.48 It is important to note that in this particular research study,
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the participants migrated from a general education collaborative learning environment, into a
teacher-directed music class. The teacher-directed music class is what dominates a lot of
classrooms across the United States. It is clear through this research study that learning
environments that are teacher-directed can cause students to protest the lesson instead of wanting
to be active participants in their lesson. The act of protesting during a lesson may look like a
student teasing another student or talking which can lead to classroom management issues.
Classroom management is an invaluable tool amongst educators as it keeps control of the
dynamic within the classroom. Music educators are given quite the task to establish free, but
structured learning environments. Classroom management does not have to mean dictatorship
when it comes to education. To maintain a learning environment free enough to permit personal
and individual responses, improvisation, and creativity while providing structure in which all
students can collectively remain on-task and actively involved seems impossible.49 Although it
may seem impossible establishing a learning environment that is free from barriers of expression,
but rooted in structure can enhance student engagement.
Conflict Management
As students began to socialize more within the collaborative learning environment group
disagreements will likely arise. This should not be considered as something negative, but a great
opportunity to educate students on how to resolve their issue. It is the response of the educator
that can facilitate a resolution to communication breakdowns. In the collaborative learning
environment, there are three proposed types of conflict: relationship conflict, task conflict, and
process conflict. Relationship conflict involves personal issues such as dislike among group
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members and feelings such as annoyance, frustration, and irritation.50 Task conflict pertains to
the “awareness of differences in viewpoints and opinions.”51 The third conflict is specific to how
the task will be completed and by whom. Process conflict pertains to issues of duty and resource
delegation, such as who should do what and how much responsibility different people should
get.52 It is likely that at some point during the collaborative learning project one of the conflicts
will come forth. Managing the conflict can increase group communication skills. The appropriate
use of social skills may prevent relationship conflict and have a positive impact on collaboration
in a group by helping members constructively resolve conflicts on task, process, and
relationship.53
Conflict in the collaborative setting cannot be avoided, but it can be managed. Managing
conflict will become easier once the models of successful conflict management are considered.
1. Conflict is inevitable and that positive and negative consequences may
occur depending on how the conflict is managed
2. The results are likely to be better with active engagement rather than
avoidance.
3. People must be motivated to address conflict.
4. Behavioral, cognitive, and emotional skills can be acquired.
5. Emotional skills require self-awareness.
6. The environment must be neutral and feel safe.54
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Conflict is inevitable regardless of the method of teaching. The most encouraging part
about conflict in collaborative learning is the opportunity for students to learn how to deal with
others that share different opinions, beliefs, and values. The models for successful conflict
management can be transformed into a rubric for self-analysis. This would add a sense of
accountability to all group members and would ensure minimal conflicts arise.
Collaborative learning in music education has been proven to be effective in its various
forms. However, there is one way that students can collaborate that has the potential to improve
critical thinking, writing, social, emotional, and reading skills. Collaborative songwriting is a
way for students to be involved in the active process of writing lyrics, as opposed to simply
regurgitating someone else’s work. Robin Romine conducted a study on creating music for
students, while supporting their social-emotional development. Romine mentions the
undervalued skill of songwriting coupled with the large number of music students that continue
their educational experience without ever having that skill developed. Romine utilized TJ
Draves’ undergraduate songwriting course for non-music majors to help educators understand
the power of songwriting. This research was meant to explore social-emotional development to
encourage educators and to give students more structured social interactions. Teachers play a
crucial role in providing opportunities for socialization.55 Educators that put the educational
needs of the students first will have better classroom management which will foster a positive
environment for expression in the arts. Infusing the collaborative learning portion into music
classrooms via songwriting can produce a lot of growth within the students. Research shows that
educational experiences that are active, social, contextual, engaging, and student-owned lead to
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deeper learning.56 It was also mentioned by Wilbert McKeachie, who wrote “Teaching Tips:
Strategies, Research, and Theory” that “The most effective way of teaching is students teaching
other students. There is a wealth of evidence that shows peer learning and teaching is extremely
effective for a wide range of goals, content, and students of different levels and personalities.”57
Songwriting
Significance of Songwriting
Perhaps one of the most underrated, understudied, and unrecognized professions in music
is the songwriting profession. Songwriting can be a therapeutic and life-changing experience for
students and teachers. Felicity Baker and Tony Wigram describe creativity and songwriting as:
A central process of healing from trauma as a way of overcoming helplessness. Creating
something new is an act of defiance in the face of destruction. Since songwriting is a
creative act, it can be seen as a way of promoting many of the healing qualities inherent
in creative acts. It has also been described as effective in achieving goals such as group
cohesiveness, increasing self-expression and self -esteem, improving interpersonal
communication, recovering repressed material and enhancing insight into personal
issues.58
Educators that give students the opportunity within the educational classroom to improve selfesteem while simultaneously gaining insight into personal issues will likely benefit all people
involved in the creative process. “History shows that American music educators have been most
successful and their positions most secure when they satisfied the prevailing musical desires of
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the public”.59 Conceivably, if music educators know and understand the power of collaborative
songwriting, they might create time within their planning to allow their students to do an activity
that connects their culture to the music classroom.
Songwriting can be used as a new way of learning and connecting students to the music
classroom. John Kratus, a retired music professor of Michigan State University stated, “a
primary reason for teaching songwriting is that it connects directly with students’ own cultures
and personal understandings”60 Kratus also believed that being able to immerse students in the
“creation and performance of music in a vernacular style they already know, helps in ways that
are meaningful to their own lives.”61 Adolescents being able to express themselves through
songwriting will help students become aware of how to create music that is meaningful to their
life.
Patricia E. Riley researched and studied songwriting. As a result, she developed and
instructed a freshman course called “Exploring Songwriting”. Riley wanted to explore their
personal development in a semester long songwriting course. During the course, students had
assigned reading, group engagement song-study, and had to produce five original songs at the
conclusion of the course. Each week, students had to meet in groups to share what they were
working on. Riley concluded that “Songwriting appears to facilitate students’ development
through enabling emotional stability, offering therapeutic benefits, and providing a vehicle for
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self-expression, self-discovery, and overcoming challenges.”62 Riley also emphasized the
importance of reflective journaling, and students taking risks in writing and sharing.
T.J. Draves conducted a mixed-methods study involving an undergraduate songwriting
course for non-music majors. Draves wanted to examine the relationships between music,
achievement, musical self-esteem, and music aptitude of the subjects involved. Draves utilized
certain criteria like: Advanced Measures of Musical Audiation (AMMA), Self-Esteem of
Musical Ability (SEMA), and judges to rate the compositions. “With encouragement from
teachers and opportunities for social music-making, more students may develop a greater interest
in music, achieve at higher levels, and be more likely to continue music instruction.63
Unlike Draves, David Hahn explored the creative process in an undergraduate class that
focused on the learner’s perspectives.64 Hahn wanted to examine whether “participants valued
songwriting, whether meanings emerged from the songwriting process, and what strategies
emerged through the process.’65 There were seven participants within the study that were
worship and music majors at a Southern Christian University. During this study Hahn found that
the participants constructed meaning through the process of songwriting, the participants
backgrounds helped shape the songs, and a spiritual awakening happened as they found a greater
connection with God. The study found that the “participants enjoyed the meaning making aspects
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of songwriting and the spiritual connection with God that it brought them”.66 In this study the
students were persistent with communicating something that is not easily expressed in words.
Through songwriting they were able to construct meaning to feelings through the deeper
relationship they developed with God.
Stuart Hill conducted an ethnographic study based in Nashville, TN, investigating the
relationship of teaching and learning among songwriters. He immersed himself into the culture
and gained an understanding of “how professional songwriters are inducted into, and continue to
learn within, the practice of professional songwriting in Nashville.” In the conclusion of Doctor
Hill’s research, he recommends that it would be “useful to study findings from popular
musicians and then develop a curriculum that can be tested in a school setting.”67
Creating a curriculum that teachers will be able to utilize in their classrooms will benefit
Music Educators in the future. Leddy is a social studies teacher that wanted to challenge his
students in the area of song writing. Ben Leddy created this opportunity for his classroom by
utilizing a method that he developed called the “SAM” method:
▪
▪
▪

S—say (main ideas, context, and vocabulary)
A—act (involves the roles and perspectives of the performance)
M—move (to reinforce vocabulary and concepts)

A reappearing theme that Leddy observed in his study were the “clear benefits for language
learners and students with disabilities”.68 The benefits involved speaking, listening, reading,
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writing, and moving, which if nothing else, students know how to move. The movement also
helps reinforce vocabulary as students create motions that go with certain words.
There are numerous studies that highlight the benefits of songwriting for students. In
Angela Kinney’s article, “Loops, Lyrics, and Literacy: Songwriting as a Site of Resilience for an
Urban Adolescent”, she follows a fifteen-year-old young man by the name of Christopher. The
study takes place at a nonprofit, afterschool center for teens. The facility is equipped with digital
recording rooms, and practice studios. At the time of the research, Christopher was a freshman in
an “underserved urban neighborhood where drugs, gangs, and crime were prevalent.”69Kinney
believes that the adversity Christopher endured functioned as a resource addition to his writing.
Kinney concludes that songwriting can be utilized to work through grief, anger, and
disillusionment. Christopher’s story displays the vital role that literacy can play in the resilience
of urban youths.70
Just as Kinney was working with Christopher in Cincinnati, Juliet Hess was conducting
an ethnographic study, examining the songwriting practices of youth in an afterschool program.
It was a 15-week community-based after-school songwriting class called The Verses Project in
Midtown Detroit. Hess explored ways in which youth utilized hip-hop to share their lived
experiences in contrast to dominant discourses about their lives.71 Hess believes that “deficit
perspectives often frame the public’s images of youth- particularly youth of color in urban

69

Kinney, Angela. "Loops, Lyrics, and Literacy: Songwriting as a Site of Resilience for an Urban
Adolescent." Journal of Adolescent & Adult Literacy 55, no. 5 (2012): 395-404.
http://www.jstor.org/stable/41331465, September 30, 2018.
.
70
Ibid.
71
Juliet Hess. "Detroit Youth Speak Back: Rewriting Deficit Perspectives Through Songwriting." Bulletin
of the Council for Research in Music Education, no. 216 (2018): 7-30.
http://www.jstor.org/stable/10.5406/bulcouresmusedu.216.0007.

33

areas.72 One of the benefits that came from the study through The Verses Project was the way
songwriting helped the children assert the strength of their identities. Although there are great
benefits to the songwriting project it is important to note that “American school systems tend to
reinforce economic disparities, sorting students according to their parents’ income, education
level, and occupational status.”73 In the collaborative learning environment, students will be able
to express their thoughts and emotions, which could change the focus from disparities to ways of
prosperity through collaborative songwriting.
Educators encounter an array of different students with an innumerable amount of
personal situations that could be occurring outside of the classroom. It is incredibly important for
music educators to consider the mental and emotional health of their students as it directly
effects their behavior, mood, and overall worldview towards life. Through music, educators are
indirectly teaching the students the expression, thoughts, musical abilities, and personal
experiences of others. Providing students with the opportunity to utilize their taught musical
abilities to channel their emotions in ways that are positive has the potential to make music
education and classroom management a lot easier.
Creating music is a cultural form in which people preserve their own lived experiences in
the face of changing social conditions. “Spirituals sung by African American slaves; protest
songs sung by 1960’s youth; Texas-Mexicans singing the corrido; and ‘union songs’ sung by
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labor organizers all suggest how music has been both an intrinsic response to historical and
cultural conflict.”74
Through collaborative songwriting, students will be able to write about their personal life
experiences that, if nothing else, would potentially lead to them keeping a sense of their culture
alive. Just as music reflects how Americans have struggled against oppressive social conditions,
music is also a means of celebrating and giving dignity to identity. 75 This reinforces the idea that
music and the creation of music amongst people can inspire others to celebrate their culture.
“Ethnomusicology is a music-centered and people-centered field that is imbued with an
impassioned spirit of activism, and teachers with a lens on ethnomusicology gain further
understandings of how best to support the struggles of the marginalized.”76
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The chart above is a helpful guide, created by the Music Council of Australia. This is a
program that trains educators on effective ways to implement songwriting. The designed chart
showcases different methods to start the songwriting process when working with students.
Students in middle school may experience a songwriting project that utilizes just the left side of
the chart due to time restrictions. If there are time restrictions on the melodic portion of the
project, simply choosing a instrumental that is already completed from YouTube may help. There
are other sites like SoundTrap where all students can create and mix different styles of music
together. As was stated early on in this paper, the two most common courses in music education
are band and chorus on the public educational level. The collaborative projects can serve as an
activity for teachers to keep students engaged when it gets closer to breaks, or the end of the
school year.
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Chapter 3: Methodology
Design of Study
The collegiate course “Songwriting: In Touch, To Outreach” was designed for students
who have a gift in songwriting but may not attend a school that offers a course like this in their
music departments. It was the North Carolina Music Educational Conference (NCMEA) that
sparked interest in the creation of the songwriting course for students. It was also becoming an
educator in a rural area that I as a teacher was inspired to change the way children experience
music in environments where choral singing is not a norm. Throughout the songwriting section,
an apparent theme tends to reappear, student engagement. When the students are invested in the
class and learning environment, they benefit. When instruction is centered around student needs,
students tend to flourish. John Kratus mentions this in his article “Music Education at the
Tipping Point” by stating, “music education must find ways to both keep up with the changing
musical culture and preserve the best of our musical past”.78 Although this may be easy, in
theory, a commitment to the process makes the execution difficult.
The design of this study was created with the intent to create a collegiate curriculum for a
Collaborative Songwriting class. For high school and middle school, it is not important to focus
on following the details of the college curriculum course (outlined in the appendix). Instead,
take small elements from the document and tailor it to suit a music educational environment. An
example of what this may look like is as follows:
1. Outline student expectations for the project. Utilizing the current learning
outcomes as a guide.79
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2. Create groups for the students to work in.
3. Brainstorm topics and ask groups to choose the top three topics that
interest them. (It is better to have odd number groups, in case there is a
disagreement. Students learn the democratic principle—majority wins).
4. Itemize a list of ten to fifteen words that relate to each topic.
5. Vote on the number one topic.
6. Song structure lesson.
7. Search YouTube, and other sound sources for instrumentals.
8. Write the song.
9. Present the song.
The nine steps outlined is a simplistic way of getting the project done without having to
teach music literacy to middle school students. Music literacy is important, but if there is barely
sufficient time allotted for the project, a lesson on chords and how they function might take the
interest out of the project for some students. In step one, clear expectations will keep all the
students engaged, especially if students have not had lots of experience working in groups. For
step two, creating groups is something the educator can decide or simply leave to the students.
The easiest way to create groups is to utilize a site that randomly selects the students which
makes the process unbiased. Students working with someone they have never worked with
before provides many opportunities for students to learn someone and something new.
The itemized list mentioned on step four will help students who may be having difficulty
connecting ideas together. The list will act as a point of reference with relatable topics and issues
that the students will be able to glean inspiration from. Educators will be able to hold students
accountable by simply referring students to the list if potential writing issues arise. Educators
giving this type of creative control to students will enhance independency. Theresa Ducassoux
notes in her article, “Voice and Choice in Music Class,” that “giving students choices in their
educational experience adds value to music class,” and that she “has witnessed positive change
as a result of consciously increasing student voice and choice.”80 Having students vote on their
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topic with a majority rules standard in place, allows students to govern themselves, leaving all
creative decisions about their project to the students. Once students have their topic, the educator
should present a lesson on song structure analyzing lyric structure from popular and unpopular
music styles. It is important to discuss how words will combine with the rhythm. There is no one
right way to write a song, however in the music that the students listen to, it’s important to notice
patterns and emphasize verse, chorus, and hook parts within songs. Jason Blume who wrote the
book entitled “Six Steps to Songwriting Success” elaborates on the lack of rules by saying:
I’ve concluded that there are no rules in songwriting. But while there are no
magic formulas that guarantee hits, there are tools, techniques, and principles that
can help us to express ourselves through our songs so that we can communicate
what we feel in such a way that our listeners feel it, too.81
After song structure is considered, melodic consideration will have to take place. Some
students may decide to speak their lyrics while others will want to sing. Those students who are
singing their lyrics may need a lesson on melody and how it should function in their song.
Educators should use their expertise and knowledge to guide students through creating melodies
that students are able to sing without straining or being off key. Educators should walk around
monitoring groups, taking notes on group communication, being careful to observe how students
are interacting and focusing on the task. As aforementioned by Michael Hayden educators should
facilitate and monitor students while they are working, leaving creative control to students. After
students vote on a topic to write on the educator should encourage each group to discuss the type
of genre or sound source that will accompany the lyrics that are created. Educators should
encourage students to use traditional and non-traditional genres of music like country, gospel, r
& b, rap, pop, disco, rock and roll, jazz and many other genres of music that interest them. The
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educator will have to facilitate this process by walking around to each group and discussing the
type of sound source they prefer. It is important to note that once they all agree to a sound that it
cannot be changed. That way students will not write half a song and change their instrumental in
the middle of the project.
Students will then start the writing process after their instrumental has been given to
them. To hold students accountable for their group work, a weekly reflective journal from each
student about their contributions and how they felt the week went in three to five sentences will
help educators grade students. For educators who would like to challenge their students more or
feel that the groups are not working it might be beneficial to have students reflect three times a
week or as much as every class period.
While the students are writing their song a grading rubric should be created for the
presentations. Handing out the grading rubric to each group prior to performing will help the
students know what the grading expectations are. Phillip Greco, Tobias Evans, and Mark
Campbell wrote an article on project-based learning called, “Bringing Curriculum to Life” He
believes that educators should be providing ongoing feedback, including self-led, peer-led, and
teacher-led assessment throughout projects.82
All avenues of creativity should be welcomed and explored if expressed by students.
“Allow students to create how they will showcase learning.”83 If students like to act, they could
create a skit to accompany the presentation. If students like to draw, they could design outfits,
posters, and even a backdrop. For students that like to dance, they could create choreography to
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go with the presentation. This project is not just for songwriters but has the potential to integrate
and peak interests in other forms of art education as well.
For high school students, the same steps for middle school can be utilized. This is where
educators might insist on having students complete two songs or increase the song structure. The
educators could have students create their instrumentation using garage band or other music
software, if it is available. Educators will have to improvise with sound resources for high school
students if they do not have iPad, or a computer lab with recording software available.
As indicated above, the collegiate course “Songwriting: In Touch, To Outreach” was
designed for students who have a gift in songwriting but may not attend a school that offers a
course like this in their music departments. It was the North Carolina Music Educational
Conference (NCMEA) that sparked this writer’s interest in the creation of the songwriting course
for students. It was also becoming an educator in a rural area that inspired wanting to change the
way children experience music in environments where choral singing is not a norm. Throughout
the songwriting section, an apparent theme tends to reappear… student engagement. When the
students are invested in the class and learning environment, they benefit. When instruction is
centered around student needs, students tend to flourish. John Kratus makes mention of this in
his article “Music Education at the Tipping Point” by stating, “music education must find ways
to both keep up with the changing musical culture and preserve the best of our musical past”.84
Although this may be easy, in theory, a commitment to the process makes the execution difficult.
The nine steps outlined is a simplistic way of getting the project done without having to teach
music literacy to middle school students. Music literacy is important, but if there is barely
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sufficient time allotted for the project, a lesson on chords and how they function might take the
interest out of the project for some students.
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Chapter Four
Research Findings
Collaboration is a common mode of engagement for musicians and working with others
is an invaluable skill that should be encouraged in music classes. Collaborative songwriting has
been proven to enhance the academic atmosphere. Teachers will start to see their students
become more invested in their learning as they insert the collaborative songwriting units into
their curriculums. Research shows that collaboration benefits music education when it is utilized
for musical task.
In Australia there was a study based on a music creation activity where students were
split into mixed gender and same gender groups. This study involved six females and six male
middle school aged participants. The study explored the learning behaviors of the students while
they were participating in collaborative groups. In the pre-survey 92% or eleven of the
participants stated that “they enjoyed group work, especially in music classes, because of their
desire to ‘work with friends’ or to be ‘happy with other people’.”85 The results from that study
yielded that boys specifically may benefit from same-gender groups when working
collaboratively in music tasks.86 In the academic settings I’ve lead, having the groups randomly
selected seemed to help with classroom management. Educators should decide which grouping
method best benefits their educational environment. Based on the learning behaviors research,
same-gender groups have yielded better results for displaying positive social behaviors.
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For the collaborative learning projects to have the best outcome, the environment in
which students will share ideas should be safe. Safety within the learning environment will
ensure that students are able to share their ideas respectively, and without judgement.
Establishing a songwriting community within the classroom can ease student’s apprehension. A
well-structured songwriting community helps all students feel valued and empowered- regardless
of their musicianship.87The groups should be adequate in size to ensure that students are able to
contribute. Larger group sizes make it more difficult to organize tasks, manage different skills,
and reach consensus.88 All tasks that the students will work together on should be explicitly
outlined.
When I first started the collaborative songwriting projects, I had no idea of the magnitude
of the positive effect it would have on the majority of the students that participated. Based on my
experience with providing collaborative songwriting opportunities, not all students want to
participate at first. Once students start working and see how their ideas contribute to the project
their attitudes change. Every student is not going to be interested in creating or arranging a song
but giving students those opportunities to create can leave an impression for a lifetime. I would
see my students come in more focused and eager to complete their work. There were check-ins
throughout their songwriting process, so students were always able to get feedback. I had a
student with severe social anxiety perform a song she helped create with her classmates. She
even gained new connections with students within the class.
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At the beginning of each project students could establish a group name. The group names
helped the students create a sense of belonging within their collaborative teams. There was one
group that created a rap surrounding the subject bullying. Their group was called the “Litsters”.
The Litsters were comprised of three girls and one boy that were in the 6th grade. The students
worked diligently on writing an anti-bullying song over a six-week period meeting everyday
Monday through Friday for forty-five minutes. Their lyrics challenged their audience to think
about how bullying effects students.
Chorus:
Don’t bully it’s not good
Go to school in your neighborhood
Don’t worry about me
Just worry about you
Because bullying is not that cool
Say what you want
it’ll be ok
at the end of the day
you’re a hater any way
snitches get stiches
but I don’t really care
I’m going to tell the teacher
You were pulling on my hair

This group incorporated choreography into their song as they performed for their
classmates. While each group of students practiced their performance, it created an opportunity
for other groups to hear other songs that were being created. Once a group had a catchy hook or
chorus the entire class would chant or sing the lyrics of the other group’s songs. It was a great
way for students to support other students as they performed.
The other group was called “Red Rams”. The Red Rams were comprised of two boys and three
girls. They created a song that amplified school spirit. At this educational institution being a Red
Ram meant that you were being respectful, accountable, motivated, and safe.
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Hook:
Red Rams, Red Rams, Red Rams all day
Red Rams, Red Rams, Red Rams all day
Red Rams, Red Rams, Red Rams all day
Respectful, accountable, motivated, safe.
This group also utilized choreography in their presentation, but the other students in the
group that were not comfortable dancing created a poster board to hold during the performance.
The performance portion of the project was on the very last day. The performances showcased
the songs written along with creative dance, and artistic presentations. I realized through inviting
the other art forms, like art and dance, students were more invested in the project. Each group
worked in proximity with the other group so that they were able to hear the other group create
their music. This became a driving force in helping students stay on task.
Every day created another opportunity for greater bonds and creative ideas. Being a
witness to the change that engulfed the classroom when students were in control was an uplifting
experience. It was imperative to research more on songwriting and the benefits of group work in
music education. Students were able to write, reflect, and ultimately gained communication skills
through working in collaborative groups. The research and literature from the literature review,
confirmed the benefits that I saw happening in my students daily.
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Conclusion
Collaboration can and should be a part of everyday life. Teachers must collaborate with
each other to support and help students. Students must collaborate with their peers in many ways
but are rarely taught how to properly do so. The communication skills that students can gain
from collaborative work can influence their leadership skills and working skills when they get
into environments that require them to collaborate. Most educational institutions offer either
band or chorus. For students that attend public institutions in rural and impoverished areas, the
ability to create music through songwriting with their peers can potentially improve social skills,
critical thinking skills, and provide insight into suppressed feelings. It is also important to note
that these skills that students stand to gain can potentially enhance student engagement and
create skills that the students will be able to utilize beyond the classroom. Regardless of the
career path chosen by the students, collaborative skills can be utilized in any field of work, not
just higher education.
Although songwriting has received very little attention in the music world, it is starting to
become more prolific in its benefits. Songwriting gives students an opportunity to process their
emotions and critically think about situations. Collaborative song writing gives students a chance
to work together and come up with a finishing product that students can be proud of. Music
educators could potentially create an environment that engages the students and helps them
process their emotions at the same time. Teachers will see the potential for students to grow
mentally, socially, and emotionally by implementing collaborative songwriting in the music
classroom.
The research suggest that students work in same gender groups for the best outcome. The
study also revealed that students love to work in groups because it increases morale. Students
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found that they were happier when they worked with others. Although working with others
should be encouraged it is important to note that not all students will work together cohesively. If
group communication standards are not outlined explicitly, it can potentially cause collaborative
learning groups to be more challenging to manage.
There is a need for more study and research of collaborative songwriting starting in
middle school, since this a critical stage of development. Due to middle school being the starting
age for development, it would be beneficial to look at that age group more closely and get real
responses from students who participate in the project. I also recommend collecting data from
different regions in America. This could potentially reveal how geography shapes the relevancy
of different styles of music in the lives of the students.
Collaboration in music education can potentially increase student engagement, and have
students invested in their learning. Collaborative learning reduces the need for the educator to
make all decisions regarding the music lesson, creating chances for students to take control while
they learn and grow together. Because the collaborative songwriting project ensures that all
students are working independently-together, educators could potentially see growth in the
ability to manage their classrooms. It is imperative that educators create new ways to reach their
students where they are. Collaborative learning is just one way that it can be done, while
simultaneously creating beautiful songs that students can cherish and remember forever. I
sincerely believe that collaboration and collaborative songwriting greatly contributes to a life
worth living.
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Appendix

COURSE SYLLABUS
NAME OF COURSE: SONGWRITING: IN TOUCH, TO OUTREACH
Course Description:
This course was created for intermediate to advanced students in music. The instruction is
designed to help future songwriters and producers that want to gain knowledge and skill to be
successful in the industry. Knowledge and skill areas stressed are music theory concepts, chord
progressions, lyrical content, digital recording software, time management, and music
technology. As a class we will work together to create a class song, and the individual student
will work to complete one original song by the end of the course.
Rationale:
This course is designed to cultivate and combine current musical knowledge with new concepts
to develop the necessary songwriting skills needed to be successful in the music industry beyond
the classroom. Specific attention will be given to the students as songwriters. Areas of study
include: 1) Songwriting; 2) Music theory; 3) Music analysis. The appropriate literature has
been selected for the students. The course provides and promotes teaching, independence, and
creativity within the lab.

I.PREREQUISITES

A.
STUDENTS MUST SUCCESSFULLY COMPLETE FUNDAMENTALS OF MUSIC
THEORY AND/OR THEORY I AND THEORY II. STUDENTS MUST ALSO HAVE TAKEN
AND PASSES AT LEAST 2 YEARS OF SECONDARY PIANO.
II.REQUIRED RESOURCE PURCHASE(S)
Blume, Jason. Inside Songwriting: Getting to the Heart of Creativity. New York:
Billboard Books, 2003.
Zollo, Paul. More Songwriters on Songwriting. Boston: Da Capo Press, 2016.
Blume, Jason. This Business of Songwriting. United States: Harpeth Hills Press, 2013.

III.ADDITIONAL MATERIALS FOR LEARNING

A.
B.
C.

INTERNET ACCESS
COMPUTER WITH DAW
HEADPHONES

IV.MEASURABLE LEARNING OUTCOMES
Upon successful completion of this course, the student will be able to:
A. Relate concepts learned in music theory for the purpose of creating music from
scratch.
B. Apply understanding of the concepts through a hands-on learning experience.
C. Compose two original works, one as a class and compose one original work complete
with sound and lyrics.
D. Formulate the necessary time management skills, confidence in music creation, and an
understanding of the importance of people skills while working with others.
E. Evaluate music and the stylistic features while critiquing yourself and other students
within the classroom.
V.COURSE REQUIREMENTS AND ASSIGNMENTS
A. Textbook readings
B. Complete a Syllabus Quiz
C. Weekly reflections
Each student will complete a weekly reflection that must consist of 250-500
words demonstrating understanding, goals, work that was completed, and
activities that might not have gone over well during the week. The student will be
required to share this journal with the class the following of the class.
D. Two Critiques/Analysis
The student will complete two harmonic analyses to any song that they choose.
E. Create One class song, and one original song
Each student will create a song with the class and one original song that will be
presented on the last couple of class meetings. While students are not presenting,
they will be critiquing and leading open discussions about the music that they are
hearing. All of the songs must be uploaded on a jump drive.
VI.COURSE GRADING AND POLICIES
A.

Points
Syllabus Quiz
Weekly Reflections (14 at 20 pts ea.)
Two Critiques/Analysis (2 at 100 pts ea.)
Song Evaluations (5 at 13 pts. ea.)

15
280
200
65
57

Two Songs (2 at 150 pts. ea.)
Participation (10 points weekly)

Total
A.

300
150

1010

Scale

A = 940–1010 A- = 920–939 B+ = 900–919 B = 860–899 B- = 840–859
C+ = 820–839 C = 780–819 C- = 760–779 D+ = 740–759 D = 700–739
D- = 680–699 F = 0–679
B.
Late Assignment Policy
•
All Course assignments including weekly reflections, Chapter Summaries,
and the critiques should be submitted on time.
•
If the student is unable to complete an assignment in the allotted time, then
he/she must contact the instructor immediately by e-mail or come by during the
professor’s office hours.
•
Office Hours: M-F 11-2, 6-7 (scheduling a time to drop by via e-mail will
work best).
•
Assignments that are submitted after the due date without prior approval
from the instructor will relieve the following deductions:
•
Late assignments submitted within one week after the due date will
receive a 10% deduction.
•
Assignments submitted more than one week and less than 2 weeks past
due will receive a 20% deduction.
•
Any assignments that are submitted two weeks late or after the final date
of the course will not be accepted.
Special circumstances (e.g. death in the family, personal health issues, and
other serious circumstances) will be reviewed by the instructor on a caseby-case basis.
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CURRICULUM PROJECT – ANALYSIS CHART
PART I: CURRICULUM INFORMATION
Course for which you are creating
curriculum: Songwriting: In
Touch, to Outreach.
Required Textbook for Class (at least two textbooks should be entered with complete
information in Turabian style):
Student: Deondra Morrison

Blume, Jason. Inside Songwriting: Getting to the Heart of Creativity. New York:
Billboard Books, 2003.
Zollo, Paul. More Songwriters on Songwriting. Boston: Da Capo Press, 2016.
Identify the problem: (What does the student not know how to do? What is the student’s
gap in the training or experience?)
The students must learn how to write songs. The students are familiar with songs but
may not be sure how to build one from the ground up.
Who are the learners and what are their characteristics? (Age, major, pre-requisites,
residential, online, or a hybrid of the two)
The learners should consist of college juniors that have taken and successfully completed
fundamentals of Music theory or Music Theory I and Music Theory II. Students must also
complete at least to years of secondary piano.
This is a residential class that meets MW for 1hr and 15 minutes.
What is the new desired behavior? (Overall, what is the main change or new addition to
the student’s demonstrated ability?)
The students will be able to create music that they’ve never created before from scratch.
They will only be able to do this by applying themselves within and outside of the
classroom. These skills that they develop will help them beyond classroom.
What are the delivery options? (Explain the materials you will develop for the course.)
I will develop a timeline and example for students to show them that achievement is
possible. I will create 15 minute or less lectures to get students prepared for the work
required. I will need access to a lab that contains computers, keyboards, headphones, and
DAW software.
What are the pedagogical considerations? (Describe your general content and
methodology for the course.)
Much of this course will require “Linking” most students listen to music and may be able to
develop their own sound easier because of the things they listen to. There will be lectures on
tapping into emotions, utilizing real-life situations, and mock situations to help develop
lyrical content. Theory concepts will be enforced for the musical side of each song
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What learning theory applies to your curriculum? Why?
Constructivism will be the learning theory that applies to the students directly. It is important
for the students to link what they already know to what they are learning. It is going to make
for a better transition as the students start to make their own works.
Part II: Learning Outcomes
Learning Outcomes
IMPORTANT: Make sure that you begin each of the learning outcomes with an action
learning verb from Bloom’s Taxonomy. Also, make sure that the action learning verbs
you selection begin with the left hand side of the column, and then choose your next
learning verb from the next column to the right (move from left to right).
At the end of the course, the student will be able to:
Relate concepts learned in music theory for the purpose of creating music from scratch.

Apply understanding of the concepts through a hands-on learning experience including but
not limited to weekly reflective journals, discussions, and assignments.

Compose two original works, one as a class and compose one original work complete with
sound and lyrics.

Formulate the necessary time management skills, confidence in music creation, and an
understanding of the importance of people skills while working with others.
Evaluate music and the stylistic features while critiquing yourself and other students within
the classroom
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CURRICULUM PROJECT – DESIGN CHART
I.
Evaluate the Analysis Chart and Learning Outcomes and include a full
twelve weeks of curriculum. Make sure that you include praxial activities for your
students.
Course for which you are creating
Student: Deondra Morrison
curriculum: Songwriting: In touch,
To Outreach
Concept Statement: The purpose of this class is to help students bridge the gap between
making music and making music that is tangible. The students should be able to produce
their own music and brand their music how they see fit.
Learning
Content
Learning/Training
Assessment
Outcomes
(What must be learned Activity
(How will you know
(List in the order
to reach this
(How will you teach
that the student has
you plan to
objective?)
the content?)
met the objective?)
address in 12
weeks)
Week 1:
• Lecture
• Assessment
Relate concepts
• Review types
review on
Prompt:
learned in music
of
triads
triads
•
Exit Ticket:
theory for the
(Major, Minor,
• Review game
Write a
purpose of
Augmented,
paragraph on
•
Ear
training
creating music
Diminished).
the
and hearing
from scratch.
• Identify
differences
the triads
common chord
between
through
progressions.
major minor
current songs.
augmented
• Analyze
and
contemporary
Week 2:
diminished
music.
• Review Game
triads.
• Understand the
for triads
piano and the
• Create
Week 2:
function.
Tutorials for
• Test on Triads
the students to
Week 2:
• Quiz on short
watch on their
cuts and key
• Review Triads
computer
functions on
about the
• Familiarizing
the
function of
each student
workstation.
their DAW.
with (Digital
Audio
Workstation)
DAW, CPU,
and keyboards.
• Apply different
triads to a

chord
progression.

Apply
understanding of
the concepts
through a hands-on
learning
experience
including but not
limited to weekly
reflective journals,
discussions, and
assignments.

Week 3:
Week 3:
Week 3:
• Students will
• There will be
• Quiz on the
complete the
a discussion
reading
assigned
on the
material.
reading “Inside
readings and
• Reflective
Songwriting:
“Blank Page”
journal on the
getting to the
phobia.
complete
heart of
• “What do you
process of
creativity.
really want to
how it was to
• Research Jason
write about?”
pick a topic
Blume and his
Students will
and write
contribution to
jot down 3
about it.
the music
topics that
industry.
they’d like to Week 4:
address in a
• Lead
• Chapter
song.
discussions on
Summary on
• Students will
various
Chapters 1-3
different topics
pick one topic
• Reflective
within
and write
Journal due
songwriting.
some lines
for the week.
within class.
Week 4:
Week 4:
• Students will
•
Studen
read chapter
ts will read
one “More
the assigned
song writers on
reading and
songwriting”
lead a class
and Chapters
discussion
1-3 in “The
about what
business of
they found.
song writing.
•
Studen
• Lecture on
ts will pick
Rhythm,
another topic
Melody,
to write about
Harmony,
and write or
Lyrics, and
continue their
Phrasing.
song from last
week.
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1. Compose two
original works,
one as a class and
compose one
original work
complete with
sound and lyrics.

Week 5:
Week 5:
• Present a
• Students will
lecture on
have to create
sound structure
their first
within a
instrumental
specific DAW
on the
(Where do the
computer for
drums go?)
one of their
songs.
• Present a
lecture on song
• Students will
structure.
get
independent
• Review song
time to work
rubrics and
on their
expectations
songs.
Week 6:
• Analyze song
• Lecture on
lyrics.
lyric phrasing
within their
individual
song.
• The students
will be
Week 7:
working
• Students will
independently
have to work
during class
diligently
time and I will
independently
oversee the
process

Week 7:
Students continue
working
independently
Week 8:
Formulate the
• Lecture on
necessary time
time
management skills,
management.
confidence in
• Guest speaker
music creation,
(Speak to
and an
students on
understanding of
being a selfthe importance of
starter, time
people skills while
management,
working with
and industry
others.
success).

Week 8:
• Students will
be creating a
time line to
stay on task
for each song.

Week 5:
• Reflective
Journal will
be completed.
• Mid-term
Exam Review

Week 6:
• Written
Reflection
• Mid-term
Exam

Week 7:
• Written
Reflection

Week 8:
• Students will
create a short
presentation
on the state of
their song and
where they
see it going.
• Written
Reflection on
the work from
the week.
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Week 9:
• Work
independently.

Week 9:
• Work
independently
.

Week 9:
• Written
Reflection on
progress
Week 10:
• Written
Reflection on
Progress.

Week 10:
• Work
Independently

1. Evaluate
music and the
stylistic features
while critiquing
yourself and
other students
within the
classroom.

Week 10:
• Work
Independently
Week 11:
• Lecture on
criticism.
“Accepting it
and giving it”
• What musical
elements can
you identify in
the music of
others?
Week 12:
•
Work
Independently

Week 11:
• Students will
critique each
other’s
progress.
• Each student
will establish
what they are
listening for.
• Work
Independently

Week 11:
• Written
reflection on
critiquing.
What did you
listen for?
What did you
hear?

Week 12: Work
independently

II. Enter each learning outcome according to Bloom’s Taxonomy and describe what
you believe the sequence is most effective.
Learning Outcomes
(List them in the order you plan to
address during the 12 weeks of
curriculum.)

Rational for Sequence
(Describe why you believe this sequence is the most
effective.)
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Relate concepts learned in music
theory for the purpose of creating
music from scratch.

It is important for students to connect the theory of music to the concept
of making a song. The foundation of theory will help the students create
the sound and connect the sound they hear in their head to the lyrics that
they hear in their head as well. Without applying

Understanding
sound structure to
properly create
music with words.

Chord
progressions
create the
foundation
of music.

Melodic
consideration
has to take
place and
emphasis on
what
instrument
will take on
melody has to
be considered
as well.

Creating
song
structure to
correlate the
lyrics with
the music .

Lyric
analyzation
will help
students get
an idea of
how to
structure their
song.

Phrasing the
lyrics to fit
the beat
/melodic
ramifications
of the song.

Phrasing the
lyrics to fit
the beat
/melodic
ramifications
of the song.
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Gagne’s Nine Events of Instruction
Instruction Event

1.

Gain attention

2.
Inform learners of
objectives

3.
Stimulate recall of
prior learning

4.

Present the content

5.

Guide learning

6.
Elicit performance
(practice)

7.

Provide feedback

8.

Assess performance

9.
Enhance retention and
transfer

Describe how each instructional event will be addressed in
your instructional unit. Cite a reference from you text as
to why this approach will be effective.
I will start each class with a realistic example, and scenarios
that fit within the ramifications of the content that the
students need to know? (Nilson pg.270)
I always want to know what the students already know and
enhance what they know. I will constantly connect what we
previously learned into what we are newly learning so that
students will constantly be applying new concepts. (Nilson
pg. 277)
Students will be informed about previous lessons and making
sure to connect all material to new material like building
blocks. (Regelski pg. 229)
Presenting the content is an important part of the students
learning. There will be lecture presentations, guests, and
examples for presenting the content that they need to learn
throughout the semester. (Regelski. Pg. 234)
I will be with the students everyday assisting them, answering
questions, and helping them complete the course. I’ll be
hands off as much as possible and hands on when I deem that
it’s necessary. (Regelski. Pg. (235)
The students will diligently be working on the required
material in preparation for presenting it on the last day.
(Nilson Pg. 279)
Students will be constantly asked questions to process what
they are hearing and taking in. There will also be weekly
reflections that support their thoughts and opportunities for
student feedback (Nilson pg.273)
The students will be constantly accessed through their
creativity and presentations. (Nilson pg. 276)
At the commencement of each student’s presentation they
will be given a full evaluation from me and from their peers.
(Nilson pg. 273)

References:
Nilson, Linda Burzotta. Teaching at Its Best: A Research-Based Resource for College
Instructors. Bolton, MA: Anker Pub. Co., 1998.

Regelski, Thomas A. Teaching General Music in Grades 4-8: A Musicianship Approach.
New York, NY: Oxford University Press, 2004.
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CURRICULUM PROJECT – IMPLEMENTATION CHART
Part I: Evaluate and revise the analysis, design, and development charts and the learning
objectives
For this assignment, identify all items and tasks that must be prepared before you begin teaching
your instructional lesson
List at least 6 necessary, physical items and provide a rationale for its use (e.g., flashcards,
PowerPoint presentations, handouts, activity sheets, flipcharts, etc.)
Teacher: Deondra Morrison
Physical Item

Lecture Presentations

Projector / Document
Projector

Lyric Sheets

Computers/DAW/ Keyboards

Peer Rubrics

Course for which you are creating curriculum: Songwriting: In
touch, to Outreach
Rationale for Use
Cite a reference from your text for each item indicating its
effectiveness
A PowerPoint will be created so that students will be able to
visually see the concepts that they need to learn. Students will
be able to take notes if they need to, or they can pre- print the
PowerPoint and follow along. The evidence of graphics of all
kinds facilitate comprehension, transfer, and retention of
course material. (Nilson pg. 258)
The projector allows for the students to see visual diagrams
and presentations. The document project allows for me to cast
screen worksheets on the projector screen making it easier for
students to see. I want to pique student’s curiosity and motivate
them to learn by having these visual representations. I want to
make sure I cater to everyone’s learning style in some way in
every lesson. (Nilson pg.142)
Lyric sheets will be handed out to students for them to analyze
lyrics and write what they mean. This would be something that
we could do together as class. I would show the lyrics and they
could write down what the lyrics mean to them. (Nilson 228)
All of the students will have their own workstations. This
allows for the students to learn kinesthetically. The goal is for
students to create one original work and a class song. They will
need technology to do that. (Regelski pg.35)
The students will constantly be evaluating each other and
themselves. This course is cognitively and emotionally mature
enough for students to be able to receive and put out feedback
on their music and others’ music as long as the assessment
process is motivational, and positive. (Nilson pg. 273).

Part II: List at least 6 necessary tasks and provide a rationale (e.g., jobs to be done in
advance, such as arranging chairs in a specific formation, photocopying, etc.).
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Task

Creating the PowerPoint

Projector/ Document Projector

Handouts/ Lyric Sheets

Computers/keyboards/ DAW

Peer Rubrics

Music Presentations

Rationale for Task
Cite a reference from your text for each task
indicating its effectiveness
The PowerPoint presentation is essential to the
student’s beings able to see what I am presenting
to them. The PowerPoint will also ask questions
encouraging student response. (Nilson pg.157)
Upon arriving to class, the projector will have to
be warmed. The students will not have to handle
any of this equipment. Their visual and auditory
systems will be challenged with each class period.
(Nilson. Pg. 259)
The students will have to have handouts for a few
assignments. All materials will be pre- made and
ready for students’ arrival with clear instructions.
The students will also have to turn in their
assignments, and they will be graded and returned
back to them with feedback to help them in areas
that need improvement. (Nilson pg. 229)
The students will be assigned computer work
stations. These stations are necessary to
completing the assigned work each week. The
stations will be pre turned on before students enter
the lab. These lessons utilize a wide range of
multimedia (Nilson pg. 57)
The peer rubrics will be created by the class so that they are
accountable and agree on what they should look for. Each column
will be discussed so that the students agree with their own
expectations that they set. The students will have to be accountable
for each other in this class. (Nilson pg. 273)
The classroom will have to be cleaned and rearranged so that the
students are the focal point as they present their personal song to the
class. Technology is essential in the completion and passing of this
course. (Nilson. Pg. 157)

References:
Nilson, Linda Burzotta. Teaching at Its Best: A Research-Based Resource for College
Instructors. Bolton, MA: Anker Pub. Co., 1998.

Regelski, Thomas A. Teaching General Music in Grades 4-8: A Musicianship Approach.
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Part III: Describe in 4–6 sentences 1 type of Formative Assessment that you would choose
to implement and detail its effectiveness for your course.
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Formative Assessment Type

Reflective Journaling/
Test/Quiz/Presentations

Assessment Details
All students will be required to self-assess and assess each other.
These opportunities will come weekly and will help everybody in the
process of completing their songs. Through the students writing
reflective journals I can read and see what is working for them and
what is not. They will also have tests that they will have to complete,
and I will be able to assess whether they are grasping the concepts
learned. They will be able to see feedback and should feel inclined or
motivated to seek help or solve whatever problem they might be
having. The presentations are a culmination of all concepts learned
and will be demonstrated with a confidence that may not have existed
at the beginning of the course.

CURRICULUM PROJECT – EVALUATION CHART
Part I
Your Evaluation Plan
In the chart below, describe your plan for a formative assessment for each learning outcome in
this unit.
(This is something you would do before a summative assessment or exam to gauge the learner’s
grasp of the learning objective)
Teacher: Deondra
Morrison

Learning Outcomes

Relate concepts learned in
music theory for the purpose
of creating music from
scratch.

Course for which you are creating curriculum: Songwriting: In
Touch, to Outreach
Rationale for Formative
Assessment Type
(Describe why you believe this
Your Formative Assessment Plan
assessment is the most effective
and cite a reference from your
text for support)
Students will complete multiple
worksheets involving understanding This type of formative
chord progressions. They will also
assessment will help the students
construct their own chord
take their knowledge from Music
progressions to reinforce harmonic
Theory II. The students will also
continuity. There will also be a
be allowed to make test
Quiz to ensure that the concepts are corrections since it is proven to
understood.
help students be successful.
According to Nilson says,
“Students have trouble seeing
their mistakes on their graded
work as learning
opportunities…but if you give
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Apply understanding of the
concepts through a hands-on
learning experience
including but not limited to
weekly reflective journals,
discussions, and
assignments

Compose two original
works, one as a class and
compose one original work
complete with sound and
lyrics.

Formulate the necessary
time management skills,
confidence in music
creation, and an
understanding of the
importance of people skills
while working with others.

them any kind of credit for it
most will eagerly diagnose and
correct their errors.89
I will read the students reflective
The students will constantly be
journals weekly and provide
reflecting on what they are
feedback where needed. The class
learning and experiencing. It is
will have discussions to assess
through writing that they will
whether they understand the reading find the keys to their success.
assignments.
Nilson believes this to by saying
that” We have to set selfassessment as a learning
outcome and incorporate
activities that will teach them
and give them practice on how to
do it.90
The students will have to create 1
The students working as a class
original work, and one group
will increase their social, skills
collaboration song. The assessment and help them once they cross
will be the weekly journals and their over into the real world. Nilson
feelings that they document.
makes mention of the
effectiveness of group work by
saying, “Group work- teambased learning, in particularhelps them meet their goals.91
This class requires that the students Students will have to critically
be monitored throughout the entire
think about a realistic timeline
process. This holds the students
for their works, and what their
accountable for their song.
work will be about. Nilson says
that this can, “help one make
better personal choices, such as
who to trust, who to commit to,
and how to discipline
children.”92
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Part II:
Evaluation and Reflection
Consider all of the charts and stages of development in order to create your syllabus. List 10
issues or strategies that must be addressed to make your unit stronger and more concise. Provide
a rationale for your choice.
Issue/Strategy

Rationale for Changing

1.
When the students
hear the title of the class,
they will think that it means
the bases of the class will be
“creative writing” and not
creative making.

Being a songwriter is a tough job alone, and I plan to make
students more marketable by incorporating the musical
elements of music and lyrical content. That way they
understand the importance of harmonics and lyrical content.

2.
That the course may
be too overwhelming for the
students to create three
songs.

Throughout this course I have imagined the best situation
possible for all students. I did not consider that some students
may not grasp a concept. Maybe the class should produce 2
songs instead of three for that reason. One thing that I will
add in my syllabus is a pre-test which will show me where
the students are theoretically.

3.
There needs to be a
couple more prerequisites.

The students must successfully pass at least two semesters of
piano. This is to ensure that they can utilize one and
understand the basic function of the piano. Although this will
make the class as it should be intermediate to advance.

4.
Work Load is
possibly to large

5.

Discussions

6.
Students may
become too shy to share
their work with others.

7.
song.

Creating a class

The ultimate goal is to challenge the students, but in this case
the students will be undergraduates. I have to consider if this
class is doable while managing 3-4 more classes within the
same semester for the average student.
If students do not complete the readings for the week then it
is possible that they will not have anything to contribute to
the discussion. It will make it a little bit harder to discuss. If I
notice that this happens, I will assign reading within class
during discussion time, and make them write a summary
under their weekly reflection.
Within each class period students will be doing lots of
sharing. I would hope that by the first week everyone would
be acquainted with each other. I should implement the talk
about proper peer evaluation at the beginning of the
songwriting unit.
The students will be required to now create one original song on
their own and will be responsible for helping to create a class
song. If the lab has 20 work stations, then I will split the class
into 4 groups of 5. If it has 10 workstations, then I will split the
class in half. In the world of songwriting most people do not
write alone. They need to learn and know what it is like to work
with people they may not like or are not familiar with.
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8.
Create a bigger
platform for them to share
their music.
9.
Grading needs to be
modified

10.
Including a small
unit on the music business.

Offer sound cloud instructions in the unit and BMI registrations.
Allow the students to host their own listening party for the
department of music.
Assignments have been modified and participation has been
implemented as a key component to this course to hold students
accountable for participating in class.
They will be evaluated on their progress weekly through
journals, test/quizzes, and discussions. They will also have to
evaluate their peers on a rubric that will show them what things
they need to improve upon, and praise things that they are
already doing correctly.
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Formative Assessment
Name_________________________________
Date___________
Class Section______________________________
1. What are the four basic qualities of triads? (2 pts.)
a.
Major, Minor, Minor, Major
b.
Major, Diminished, Minor, Major
c.
Major, Minor, Augmented, Diminished*
d.
Augmented, Diminished, Augmented, Diminished.
2. The Chord C E G is a ________ triad. (2pts.)
a.
Major*
b.
Minor
c.
Diminished
d.
Augmented
3. The chord E G Bb is a ______ triad. (2 pts.)
a.
Major
b.
Minor
c.
Diminished*
d.
Augmented
4. A Major triad consist of a M3 interval between the root and
the third and a m3 between the third and the fifth? (T*/F) _____
(2 pts.)
5. An Augmented triad consists of a m3 interval between the
third and the fifth? (T/F*)______ (2 pts.)
6. The chord F Ab C is a ___ Triad. (2 pts)
a.
Major
b.
Minor*
c.
Diminished
d.
Augmented
7. A three-note chord consisting of a 5th divided into two
superimposed thirds is a what? (2 pts)
a.
Trumpet
b.
Seventh Chord
c.
Minor 7th
d.
Triad
8. The first note in a triad is called? (2 pts.)
a.
Triad
b.
Middle note
c.
Root*
d.
Chord
9. The chord A C E is what type of triad? (2pts.)
a.
Major
b.
Minor*
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c.
Diminished
d.
Augmented
10. C Eb G# is what type of triad?
a.
Major
b.
Minor
c.
Diminished
d.
Augmented*
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Summative Assessment
Name_______________________
Date_______
Class Section_____________________
This assessment is comprised of Multiple Choice, True/False, and completion questions.
Please read each question thoroughly and choose the best answer.
1.
The term _________ is used interchangeably to refer to both a music
publishing company and to an individual who acquires and promotes songs and
writers for a music publishing company.
a.
Title
b.
Frequent
c.
Driver
d.
Publisher*
2.

Having the right connections is crucial in the music business? (T*/F)

3.

A&R stands for what in the music business? _____________________

4.

All of the responsibilities of an A/R except_____
a.
Monitoring and recording budgets
b.
Vocalist and musicians
c.
Label Copy
d.
Driving the artist around*

5.

Label Copy is the technical name for?
a.
Information printed on an album*
b.
Wires in the studio
c.
Making copies for the Label
d.
Singing on key

6.

A record label’s income is generated primarily by the sale of?
a.
CD’s, Digital downloads, videos, and DVDs*
b.
Books,
c.
Vinyl
d.
Promotion, publicity, and tours

7.
A performer is entitled to royalties for sales, downloads, and licensing fees
from the record label? (T*/F)
8.
The creator of a work for hire waives all rights of ownership, including the
rights to copyright, sell, or publish the work? (T*/F)
9.
“Song pluggers” refers to the people bringing in material of the highest
caliber to the record companies? (T*/F)
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10.
Considering the market is not important for songwriters because artist never
write their own works? (T/F*)
11.
There are not many songwriting associations to join throughout the US?
(T/F*)
12.
The most effective way to provide critiques on a specific work is to give
constructive suggestions for improvement? (T*/F)
13.
When it is time to establish communication with a publisher the best way to
do this is by___

14.

15.

16.

17.

a.
Sending the songs via Email
b.
Dropping the song off
c.
Send the song via Mail
d.
Meeting face to face*
When preparing a lyric sheet you should include everything accept?
a.
The Song Title
b.
The writers names
c.
The lyrics
d.
Date of Birth of everyone involved*
The lyric sheet should not contain all of the following except?
a.
Chords
b.
Date of creation
c.
The tempo
d.
Your contact information*
A “point person” works with whom?
a.
The artist
b.
The song writer*
c.
The engineer
d.
The workers
At smaller companies’ writers might work with the entire staff? (T*/F)

18.
It is not really important to make connections with people in the music
industry (T*/F)

19.
There are widespread misconceptions about what it means to have a song
published which one of these are correct?
a.
Publishing a song will make you rich
b.
Involves printing Sheet music
c.
The song will be played on the radio
d.
All of the above
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20.
The expectation is that a publisher will use his or her expertise and
connections to cause the songs he or she represents to generate? ______________
21.
When publishers decide which songs from their company’s catalog they
believe are the most appropriate for a given project it is called?
a.
Watching
b.
Sorting
c.
Casting*
d.
Filling
22.
Publisher work directly with record companies to get the song chosen for an
artist? (T*/F)
23.
If you are hired as a staff-writer at a larger music publication company you
will more than likely be assigned to work with whom?
a.
Caster
b.
Song plugger*
c.
Engineer
d.
Publicist
24.
Music publishing can best be defined as the act of assigning all, or a portion
of, ownership, particular legal rights, and a percentage of any income a song or
musical composition might generate to an individual or a company, or a specified
period of time? (T*/F)
25.
Explain why a songwriter would willingly grant a company or individual the
right to publish a song giving away half of any money the song might earn as well as
many of the songwriters right to the song? (A paragraph consisting of 4-6 sentences
is required here)
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